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XXI.— THE GERMAN DRAMATIST OF THE SIX- 
TEENTH CENTURY AND HIS BIBLE 

I. Intkodtjction 

The range of subject-matter treated in the German 
drama of the sixteenth century will appear wide and 
varied only to the scholar who does not think of the vast 
expanse of the Biblical field as featureless and barren. 
Beyond the confines of the Bible-drama there are, of 
course, some religious battle-plays, of the Pammachius 
type, the morality-plays of the Homulus-Hekastus series, 
a few dramas built on classical material, sundry " Tiir- 
kenschauspiele," some scattered romantic comedies, draw- 
ing on foreign or native legend and, exceptionally, plays 
from contemporary history ; the Latin school-drama often 
mirrors delightfully the color and bustle of everyday life ; 
but, in the end, all this is of secondary interest: and the 
fact must be recognized that sixteenth-century drama 
stands in the sign of the Book. 1 It might be fairly said 
that there is hardly a chapter in the Bible which was not 
adapted for dramatic use or, at least, dragged upon the 
stage. As one reads the titles, the conclusion, as Froning 
remarks, almost inevitably presents itself: either the 
dramatists of those times must have possessed an extraor- 

'Holstein's book, Die Reformation im Spiegelbilde der dramatischen 
Litteratur, Halle, 1886, constitutes a practically complete survey of 
the subject-matter of religious drama in Germany. The £able of 
contents of the second volume of Creizenach's Gesohiehte des neueren 
Dramas also gives a bird's-eye view of the field. In addition see 
Preizenach, I. c, vol. II, pp. 108 ff., 164 ff. and Minor's edition of 
Ferdinand of Tirol's Speculum, vitae humanae, Haller Neudrucke 
(1889), Nrs. 79-80, pp. xxiv-xxxv, mostly after Holstein. 
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dinary faculty of dramatic adaptation, or else they had no 
inkling of the demands of stage-craft. 

The medieval drama is grounded on the New Testa- 
ment. As the Middle Ages merged into the sixteenth cen- 
tury it passed from the themes of Resurrection, Nativity, 
and Passion to the dramatization of New Testament para- 
bles, saints' legends, plays in honor of the Virgin Mary 
(Frau Jutta) and the treatment of legendary matter in 
general, such as the finding of the Holy Gross. 2 In con- 
trast to the Catholic drama of the Middle Ages, the six- 
teenth century showed a marked preference for the Old 
Testament, partly, perhaps, on account of its greater 
wealth of dramatically-shaped subject-matter. 3 Another, 
and probably more effective reason may have been the 
harsh, martial temper of the Old Testament, dominated by 
Israel's Javeh — " ein' feste Burg ist unser Gott " — and 
more in unison with the fighting spirit of the Reformation. 
To be sure, by dint of the device known as prefiguration 
(a later application of the mode of interpreting the popu- 
lar mythology first employed by the Greek Sophists), 4 
each incident in the Old Testament was infused with a 
symbolic meaning and held to foreshadow a parallel inci- 
dent in the New Testament, and the latter could always 
be seen and felt, so to speak, through the Old Testament. 
The device, a powerful means of suggestion, is essentially 
a Catholic one, for allegory is the root of all Catholic stage- 
craft. 5 The authors of medieval Passion-plays already 

1 Cf. Vogt, in Paul's Grundriss, 1st ed., vol. n, p. 336. 

*Cf. WackernagelnMartin, Gesch. d. d. Lit., vol. n, p. 98. 

* Cf. Spingarn, Hist, of Lit. Grit, in the Renaissance, p. 7. 

5 Cf . Zeidler, Studien und Beitrage zur Gesch. der Jesuitenkombdie 
u. des Klosterdramas, I (Theatergeschichtliche Forschungen, Nr. IV ), 
1891, p. 20. 
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made use of it ; 6 in the late seventeenth, century Vienna 
produced short religious plays which first presented the 
" Figur," as it was called, from the Old Testament and 
then the corresponding scene from the New Testament ; 7 
just as to-day, in the Oberammergau Passion-play, each 
scene from the history of Christ is prefaced by a tableau 
of typical import from the Old Testament. Protestant 
and Catholic dramatists alike made use of the " sensus 
mysticus " of the Old Testament themes. Thiebold Gart 
drew attention to it in the title of his Joseph* and a 
Protestant treatise was written on the matter by Joh. 
Lonicerus. 9 And, generally, dramatists : Petrus Papeus 10 
and Diether, 11 Philicinus 12 and Schopper 1S and others 
eagerly availed themselves of a means for expanding the 
scope and import of their work. 

There was more than the spirit of the Reformation at 
work in Germany when the era of the Bible-drama began. 
There was the ancient opposition between Church and 
Stage, no whit less sharp since the Church-fathers hurled 
their anathemas at the players. 14 There was also, deeper 

"Of. Wirth, Oster- und Passionsspiele, Halle, 1889, p. 231. Also 
Mone, AUdeutsche Sehauspiele, vol. iv, p. 145. 

'Of. A. v. Weilen, Qeseh. d. Wiener Theaterwesens, p. 19. The 
Jesuits, as is well known, had a preference for subjects like Adam, 
Abraham, or Jephtha, which could be symbolically connected with 
the life of Christ. 

* Eine schone und fruehtbare Oomedia, ausz heyliger Biblischer 
schrifft in rheimen bracht, mit anzeygung jrer Allegori und geist- 
licher bedeuttung, 1540. 

9 SvMpoiiris, 1560, ap. Creizenach, I. c, vol. in, p. 398. 

10 De samaritano evangelico, 1539. 
"Joseph, 1543. 

"Esther, prod. 1544, publ. 1563. 

» Monomachia Davidis et Qoliae, 1550; Abrahamus tentatus, 1551. 

"For a survey of this question, which I hope to examine in the 
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still and even more pervasive, the dislike of Christianity 
for creative literature, a feeling which forced medieval 
poetry, in self-defence, to have recourse to allegorical inter- 
pretation, a desperate remedy, the results of which are 
only too well known. Having shaped the literature of the 
Middle Ages, Church opinion was subsequently offset by 
the spirit of the Renaissance, but not obliterated: and 
thus, at the beginning of the Renaissance, two tendencies 
are found opposed " one representing the humanistic 
reverence for ancient culture, and for poetry as one of 
the phases of that culture, and the other representing not 
only the medieval tradition, but a purism allied to that of 
early Christianity." 15 Naturally, pagan mythology was 
the point on which issue could be taken most passionately 
and, to all appearances, most reasonably. Boccaccio and 
scores of later writers might try to explain away the com- 
promising denizens of Olympus, but no amount of sym- 
bolical interpretation would seem equal to the task. 

Such was the situation when the Reformers broke the 
dikes of dogmatic restraint and temporarily drew all cur- 
rents of human thought into the mighty vortex. The 
abhorrence for stage-playing, not lessened because the 
Catholic Church of the Middle Ages had looked indul- 
gently on its devotional plays, was partly overcome, but 
resulted in an increased determination to justify the 
means by greater fastidiousness in the choice of subject- 
matter and stricter observance of the Christian spirit 
throughout the play. The objection to creative literature 
took the shape of rebellion against the rules and subordi- 
nation of esthetic and technical claims to those of religion 

light of detailed material at some future time, see Alt, Theater und 
Kirohe, Berlin, 1846, and the short treatise of Sell, Kirohe und 
Theater, Leipzig, 1903 (3rd end.). 
" Spingarn, I. c, p. 13. 



THE GERMAN DRAMATIST AND HIS BIBLE 469 

and morality. But the proselytizing spirit of the Reformer, 
although essentially rebellious, was at the same time eager 
for approval and support, and therefore willing, in a 
measure, to make use of the means of attraction and 
delight provided by the ancient forms of dramatic art. 
Only the propagandist zeal of the Reformers can account 
for the fact that they should have taken to hand a means 
of influencing public opinion tainted alike by the use 
which the Catholic Middle Ages had made of it and by 
its association with pagan antiquity. 

Ih.it the disapproval of heathen subject-matter was 
nevertheless continually voiced. When the Augsburg 
school-ordinance of 1581 granted permission to the teachers 
to have three school-dramas performed, the Meistersinger 
of the town, assuming that the school-plays would be built 
on classical themes, protested, and reminded the authori- 
ties that, since 1534, the old heathen fables and histories 
had been banned from their performances and biblical 
subjects substituted for these. 16 Often the dramatist of 
the Reformation, having completed a play and apparently 
satisfied of having gained merit thereby, is found urging 
his fellow-citizens to make like effort, not infrequently 
warning against pagan subject-matter. 17 It is quite excep- 
tional when a dramatist like Valentin Boltz ventures to 
remark how un-Christian it is, at bottom, to despise the 
art of the ancients. 18 More frequent are the attempts to 
prove the absolute superiority of Bible-subjects over pagan 

"Goedeke, Orundriss, vol. n, p. 379. 

" Thus e. g., Dr. Alexander Seitz, Evangelium des 2. Sonntags nach 
Trin. vom grossen Abendmahl, Strassb., 1560, ap. Holstein, I. c, p. 
140; the date is really 1540, as Bolte {Zsch. f. d. Phil., vol. Xxvi 
pp. 71 ff.) has pointed out. 

u Transl. of Terence, 1539/40. 

9 



470 JOSEPH E. GILLET 

stories. 19 Indeed, if a survey of objectors to the " heathen 
fables " were intended, the name of practically every 
author of biblical dramas would have to be quoted. It 
should be kept in mind, however, that this reactionary 
attitude, partially in existence before the rise of the 
biblical drama, also continued to exist after the biblical 
drama had all but disappeared. There is still ample evi- 
dence of it in the seventeenth century, in Opitz and Eist, 
Harsdorfer and Hoffmannswaldeau, Weise and Menantes. 
Such was the background. It explains why German 
humanists have so consistently evaded the dramatic treat- 
ment of the classical themes which formed the very center 
of their teaching, 20 and it will put into their proper per- 
spective the opinions and arguments for and against, and 
concerning the use of, biblical subject-matter. 

II. Advocates of Biblical Subject-Mattee 

The " drama sacrum," as it was sometimes described in 
the sixteenth century, was practically called into existence 
by a few sentences of Luther's, which opened wide, to all 
who could use a pen, the dramatic vistas of both Testa- 
ments. The opinion of Erasmus, which Bircken still 
quoted in the seventeenth century, 21 was probably help- 

"See e. g., Martin Butzer's effort to show "quanto praestet argu- 
menta tragoediarum et comoediarum desumere ex Sanctis historiis, 
quam ex ethnicis fabulis " (De honestis ludis) . Of. note 75. 

M Cf. Creizenach, I. c, vol. n, p. 162. 

a " Der unvergleiehliche Koterdamer Erasmus/ schreibet an einem 
Ort: Es ware gut/ wann man alle Biblische Historien zu Schauspie- 
len macMe/ und die Jugend sich darinn offentlich iiben liesze; 
maszen solches oftmals mehr als eine ttbereilte predigt / verfangen 
und Nutzen schaffen wurde " (Teutsche Rede- Bind- und Dichtkunst, 
1679, p. 339 ) . I am unable at present to give the reference to the 
original text. 
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ful, but could never have elicited such a prompt and hearty 
response. The great reformer's praise of school-perform- 
ances made a pedagogical pastime into a factor of national 
importance ; his commendation of the Bible a3 a source for 
stage-plays forced into the hands of both schoolmasters 
and laymen the weapon which the Catholic Church of the 
Middle Ages had used but not improved, and which, re- 
shaped by the dramaturgy of the Renaissance and tem- 
pered by the fire of the Reformation, was to be wielded 
with tenfold increased effectiveness. Luther's statements 22 
were reprinted, paraphrased, elaborated, and commented 
upon in treatises and sermons, in prefaces to plays, in 
prologues and in epilogues. Rebhun reprinted them in 
very large type after his Susanna, 23 and as late as 1697, 
in the heated polemic concerning the Hamburg opera, they 
were appealed to by both sides. 24 Luther's remark that 
the Apocryphal Susanna, Beel, Abakuk and the Dragon 
appeared to be religious poems; likewise Judith and 
Tobias, the former, he thought, a tragedy, the latter a 
comedy, made speculation rife amongst the Reformers. 
The suggestion was hazarded that the Greeks might well 
have taken their plays from the Jews ; 25 and mention was 

M Cf. Tischreden, Werke, vol. lxii, pp. 130 f., 336 f. Walch, vol. 
xrv, pp. 80, 92. I am sorry not to be able to refer in every case to 
the same edition of Luther. 

"Wittenberg, 1536. Josiah Loner, Cyr. Spangenberg, P. Lciser, 
and Joh. Kromayer also refer to Luther, as Bolte, Markische For- 
schungen, vol. xvni, p. 195, note, remarks. 

" Of. G. Vockerodt's Missbrauch der freyen Kunste insonderheit der 
Music, nebenst abgeniithigter Erorterwng der Frage: Was nach D. 
Luthers . . . Meinung von Opem und Gomodien «u halten seyf 
Franckfurt, 1697. 

m Cf. Cyr. Spangenberg, Geistlieh Spiel . . . von dem besessenen 
tauben, und stummen Menschen, Schmalkalden, 1590; Nic. Frisehlin, 
Phasma, tr. by A. Glaser, 1593. 
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often made of Ezekiel of Alexandria's attempt at a 
dramatization of Exodus. 26 And were not those also the 
ideas which later prompted Opitz's dramatic version of 
the Song of Songs? 2T 

Meanwhile, under the spell of Luther's word the drama 
sacrum grew with mighty vigor. Indeed, Luther's remarks 
would seem to have been received (although certainly not 
conceived) as almost an injunction to write plays. There 
is significance in the fact that the Reformer who had 
written a play, Rebhun, Greff, and others, would often 
urge the reader to sit down and do likewise. The assump- 
tion apparently was that whoever could do so was morally 
obliged to try. The school-teachers, of course, were ex- 
pected to write school-plays, whether they felt like it or 
not. 28 

Some zealots, Cornelius Crocus amongst them, 29 were 
inclined to ban lay subject-matter altogether, and thereby 
drew upon them the irony and scorn of Betulius. 30 Yet 

"Which was to be made into a Euripidean tragedy. Cf. L. H. 
Gray, in Hastings's Encyc. of Religion and Ethics, 1911, vol. iv, s. v. 
Drama (Jewish). 

"1627. The attempt was several times repeated, recently by W. 
W. Cannon, The Song of Songs edited as a dramatic poem, Cam- 
bridge, 1913. 

" The manner in which Luther's remarks were received might well 
explain Martin Butzer's (see note 75) expostulation: " Optandum 
tamen, ut quibus Deus dedit in his rebus praestare (our italics), ut 
id mallent ad eius gloriam explicare, quam aliorum pia stud) a intem- 
pestiuis reprehensionibus suis retardare." Had he also been urged 
to write plays? 
" Joseph, 1537. 
" . . . Sic nos sumus (ut diis placet) 

lam sanctuli, quibus istaec sancta cautio est, 
Quo non puer tenellus Christo deditus 
Ex limpido latice castarum virginum 

Ingurgitet quid philtri 

Susanna, 1537. 
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before the year 1539 Willichius knew of Bible-dramas 
about Joseph, Judith, the Prodigal Son, and dignified 
what might almost be called a new species by applying to 
it his Horatian scholarship, 31 as Martin Butzer did later 
by stating the dramatic possibilities of the Bible-drama in 
terms of Aristotle's Poetics. 32 In 1549 Hieronymus 
Ziegler spoke of the " many places where sacred perform- 
ances are held each year, imitating the Passion of 
Christ." 33 In Prague, in 1549, Colinus had had to refute 
the charge of having produced an old heathen comedy 
instead of a pious Christian one, and in Strassburg, in 
1566, the famous rector Johannes Sturm had to defend 
himself and his colleagues for having mostly presented 
Terentian comedies. 34 Later, in the year 1592, the rector 
of the Latin School at Kaufbeuren, Johannes Brummer, 
joined to his Tragicocomoedia Actapostolica, which is a 
dramatic story of the whole life of Christ, an elaborate 
defence of biblical dramas. 

III. Opposition to Biblical Subject-Mattek 

This was, however, only one side of the question : there 
was criticism as well as commendation. " One person," 
says Hans von Euete, "wants, a story from the Bible; 

" " Idque rectius fieri Horatius afferit, quam si quis nova prius 
excogitaret . . ." etc. (Commentaria in Artem Poeticam Boratn, 
1545, pp. 100 &.). 

" " Omnino refertae sunt hae historiae divinis & heroicis personis, 
affectionibus, moribus, actionibus euentibus quoque inexpectatis, 
atque in contrarium quam expectarentur cadentibus, quas Aristo- 
teles vocat Tepiirireias.'" 

"Ophiletes, Basle, 1551. 

"Cf. Creizenach, I. c, vol. n, p. 94. 
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another holds that Scripture has its place only in the 

pulpit." 35 

But there are others, Lucas Mai averred, 

Die . . . wollen nicht das Christlich sey 
Das man auf solche weis die Schrifft vernew/ 
Und gsche hierin ein grosse missethat 
Das man / ein mal geschehen G6ttlich that / 
Sich nach zu thun gar fehrlich understeh / 
Und das man nur auffs blosse wort solt fehl." . . . 

This opinion, Martinus Balticus asserted later, grew in 
strength, and many people insisted that no sacred subject- 
matter should be used for stage-plays. 37 

There is nothing to wonder at in this opinion. "Whole- 
sale production of Bible-dramas, many by incompetent, 
uneducated hands, often brutal or ludicrous in their awk- 
wardness, could hardly fail to call forth a reaction. Bible- 
material was naturally at a premium where hardly any one, 
it would seem, realized that there might be other subjects. 
Indeed, the English dramatist Whetstone described the 
situation correctly when he wrote, at the end of the six- 
teenth century : " The German is too holy, for he presents 

35 Der eine will " ein Histori han 

Die man find in der Bibli stan/ 
Der ander meint die heilge g'schrifft/ 
Die syg allein an Cancel g'stifft." 

iWie Noe vom win ilberwunden etc., 1546. 

"Read seh't Von der wunderbarliohen vereinigung gottlicher 
gerechtigkeit und barmhertzigkeit, Wittemberg, 1562. 

" Vil leut findt man zu diser zeit/ 
An manchen orten nah und weit/ 
Die starck aufl diser meinung sein/ 
Man soil ausz Heiliger Schrifft kein 
Spil machen/ oder richten an/ . . . 

Josephus, Erstlich inn Latein gestelt . . . Vnnd nachmals durch Ihn 
selbs verteutscht, 1579. 
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on every common stage what preachers should pronounce 
in pulpits." 38 

IV. Treatment of Biblical Subject-Matter 

But the question was not only: Shall we choose from 
the Bible? But also, when that question was answered 
affirmatively, there was the further and more puzzling 
query: How shall biblical subject-matter be treated? The 
question, it should be realized, was a weighty one. Turn 
back to the tenth century and imagine the pious nun 
Hrosvitha, searching the Bible for material to supplant the 
heathen tales of Terence, and then learning of the dubious 
veracity of the Apocrypha, which she had used! An 
apology was made. 30 And several centuries later, con- 
sider the liturgical drama; it had a definite mission: to 
instruct, and guide, or actually to convert. Where the 
audience, literal-minded and innocent of esthetic detach- 
ment, looked upon the play as a part of worship, the 
danger was great if the image of Scripture were marred or 
distorted. Hence, very probably, the warning issued by 
the Frankfurt Burgomasters, on July 17, 1498: that 
" stricter care be taken to avoid superstitions." i0 Hence 
also the manuscript of Urstend Ghristi remarked about 
the traditional scene of the Knights at the Sepulchre " nit 
also ergangen, allein erdicht." 41 The dramatists of the 

88 Preface to Promos and Cassandra, 1578. 

" " Non est crimen praesumptionis iniquae, sed error ignorantiae, 
quia, quando hujus stamen seriei coeperam ordiri, ignoravi, dubia 
esse, in quibus disposui laborare" {Werke, ed. Barack, Nurnberg, 
1858, p. 2). 

40 " Caveator amplius ad evitandum supersticiones," ap. Froning, 
I. c, rr, p. 545. 

"Ap. Wirth, I. c, p. 27. 
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Ref ormation might be expected to observe similar caution. 
Burkard Waldis would not tamper with the Word, and 
when direct quotations seemed necessary, he had a little 
child stand up and read Luke 15 in prose, after which the 
" Actor," or stage-manager continued the " Vorrhede." * 2 
And had not Luther, writing to Nicolaus Hausmann in 
Zwickau and professing his belief in school-plays on the 
life of the Lord, added that they should be " ordentlich 
und unverfalscht " ? 4S Caution, therefore, became the 
watchword of the Reformers. Sometimes the results were 
unexpected, quaint, amusing to the modern reader. For 
instance, when Resatha, cross-questioned by the boy Daniel 
in Rebhun's Susanna, was asked where he had surprised 
Susanna with her alleged lover, " Sag an, wo thets du sie 
erhaschen ? ", Resatha, wishing to preserve the biblical 
pun 44 which Luther had rendered with linde-finden and 
eiche-zeichnen, answered : '' Icli hascht sie water einer 
aschen." The pun was saved, but at the expense of literal 
truth! For mastic-tree and holm an ash-tree had been 
substituted. Hence an immediate explanation by the 
author, in margine ! * 5 As Verlaine said, " Ah, qui dira 
les mef aits de la rime ! " 

The fact that the fulness of dramatic presentation 
necessarily went beyond even the most detailed narrative 
also worried Rebhun's conscientious soul. And when the 
source was sketchy and amplification inevitable, as in his 
Hochzeit zu Cana, he had to explain his predicament to 



"Der Verlorene Sohn, 1527. 

"April 2, 1530. Cf. De Wette, vol. in, p. 56(5. 

"Sx^os <re <rxf<r« and irptvos irpl<rei <re. See the apocryphal History 
of Susanna, vv. 54-58. 

" " Umb gelegenheit des reyms willen seind andere baum genennet 
denn im text stehen " (v, iv, 1536). 
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the public. 46 No dramatist, however, has gone more fully 
into the question, and is more interesting to follow in this 
regard, than Joachim Greff. In his Easter-play he defends 
the introduction of four angels " die on zweiffel allzeit 
bey Christo und uns jhe geblieben sein " ; Mary and 
Veronica are allowed only mute parts, since there is no 
record of their having spoken after the Resurrection ; the 
triumphant progress of Christ with the fettered figures of 
Death and the Devil is not described in the Bible, but 
Greff knows that it happened in this way ! 47 This shows, 
of course, in Greff a measure of independence. But the 
responsibility seems to weigh heavily upon his mind. He 
knows the medieval Passion-plays and the liberties they 
took. He intimates darkly that " man furzeiten zu der 
passion mehr gethan und genickt hienan, dan die Euange- 
listen melden ... so mb'cht geschehen sein." But never- 
theless, the great danger of imitating these must be 
shunned, and " ungewisse Miinnichsgedanke und treume " 

" He has represented the incidents mentioned in the Bible : 

Nicht aber zwar so eigentlich 
(Wies dort mag habn zu tragen sich, 
Dann solches man nicht wissen kan 
Die weils die Schrifft nicht zeiget an 
Vnd niir vermeld die wunderthat 
Die Christus da bewisen hat, 
Drumb was daneben wird verzelt 

Das nttr ist gsetzt zu guter lehr. . . . 1538. 

* Ob es mit worten hel und klar 

Gleich nicht ist ausgedruckt so gar 
In den vier Euangelisten ebn 

Wie wirs dan hie an den tag gebn 
Da lest nicht an/ Das wissen wir 

Das von Christo sey gschehen hier 
In seiner aufferstehung gwis 

Lasts uns horen on verdries. . . . 
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must have no quarter. Hence his caution, in spite of his 
natural bent towards originality and freedom. Sometimes, 
however, his sense of dramatic values would overcome his 
respect for the Word. The struggle of faith and credulity 
in the minds of the disciples at the annoimcement of the 
Resurrection tempted his imagination. Having succumbed 
and written a scene of some dramatic value, he does not 
fail, however, to warn the reader of the liberty he has 
taken. 48 Yet his sense of the dramatic finally led him to 
solve the problem on a dramaturgic basis, the requirements 
of the stage balancing and checking the claims of sacred 
subject-matter : Avoid incidents, thus runs his advice, that 
cannot be represented. Omit what is not really essential 
in the subject-matter, but take up and describe literally 
and fully all that serves the action. 49 The negative side 
of the process was in this manner defined: what to avoid 
and omit ; and partly the positive side : what to reproduce 
integrally. But what of the cases where tempting dramatic 
material was found in a passage chary of detail and bare 
of description ? There Greff had no more counsel than his 
fellows, and explanations in the prologue or epilogue or 

" Was aber die Apostel fein 

Antreffen thut das sie also 
Furen so seltzam rede do. . . . 

Man weis wol die auszgedruckten wordt 
Findstu nirgent an keinem ort 

Du findest dis wolan 
Kein jiinger hat woln glauben dran. 

"Was unmiiglich /das lest man stan/ 
Zuuor was zu Historien 
Nicht sonderlich mag dienstlich sein/ 
Was aber dient zur Action 
Da sol man gantz nicht uberschlan 
Sondern von wort zu wort beschreiben 
Und alles lassen darin bleiben. 
Abraham, 1540. Drey . . . Historien der dreyer Ertzvater. 
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in marginal notes remained the only recourse. Or even 
passages interpolated in the text, as in the Play of the 
three Patriarchs, where Greff explains the appearance of 
Isaac first as a small boy and immediately after as a grown 
man with a beard : the intervening stage, he says, has been 
left out, because the Bible does not mention it; otherwise 
Greff would surely have shown the youth Isaac as well. 50 
Other dramatists, without showing even as much inde- 
pendence as Greff, emulated or outdid his anxious con- 
scientiousness. Where Waldis merely adorned his 
" Vorrhede " with Bible-references, Jacob Ruff extended 
them over the whole printed play. 51 Zacharias Bletz, in 
the interminable preamble of his Antichrisi-j)laj, reverted 
to the methods of Waldis and had the Bible-passages 
recited in full by four prophets " dormitt wir clare 
gschrifft legen dar." 52 Besides, the manuscript gives 
many Bible-references and even the characters sometimes 
give chapter and verse for their words. 

It is exceptional when a dramatist is influenced in his 
treatment of biblical subject-matter by other than religious 
considerations. With Greff dramaturgic grounds, as we 
saw, had their weight. Wickram, who gave the king 
Sennaherib two sons instead of three, in order to spare 

" Dasz Moises (sic) der Lehrer gut 

Gar nichts davon berichten thut; 
H&tt' er's aber gezeiget an, 
Wir wolltens auch eingefuhret ban. 

Ap. Creizenach, I. c, vol. in, p. 397. 

""1st darumm beschehn/ das man sehe das in disem gerym desz 
Passion niit anders und ubrigs herzu gesetzt syge/ dann was der 
text selber vermag " (Das lyden unsers Herren Jesu Christi, Zurych, 
1545. Vast textlicht und mit wenig zu setzen, onet die Action zu 
tregt). Printed " samt den Concordantzen." Cf. also Puffs 8pyl 
von der erschaffung Adams und Heua, Zurych, 1550. 

■ Produced in 1549 at Lucerne. Bible-passages, 11. 259-576. 



480 JOSEPH E. GILLET 

expense for clothing, otherwise followed the text closely 
" so das mir nicht ein sententz auszblihen," but his reason 
is perhaps an esthetic one ; for " it would be a pity," he 
says, " if one had omitted anything from the text, which 
may justly be called a golden jewel." 53 It would be 
difficult to say whether the freer tendencies finally pre- 
vailed. Andreas Pfeilschmidt seemed to follow Grreff, 
making the action an important criterion, 54 and Christian 
Zyrl shows a decided leaning towards liberalism. 55 In 
fact, we find in his words the first intimation that a play, 
as a work of art, may enjoy a peculiar freedom in regard 
to its source, even though this be the Bible. And before 
him, Martinus Hayneccius had made bold to choose the 
names for the actors of his delightful Hans P/n'em-legend 
from the Bible itself. 56 But on the other hand, Bible- 

53 " Dann schad wer es, so man etwas vom text solt auszgelassen 
haben, welcher billich ein gulden kleynot mag genant werden " 
(Tobias, 1550). It is possible, of course, that Wickram referred to 
the whole of the Bible, rather than to the To&ias-apocryph. But it 
will be remembered that Luther had a special admiration for that 
story. 

""Hab ich auch dise Historia ... so viel mir miiglich, gantz 
textlich durchaus mit wenig vmbschweiffung, sonder was zu Action 
des Spiels nottUrftig gewesen furgenommen, damit jedermenniglich 
bey dem verstand des klaren textes bleiben mocht " {Esther, 1555). 

" " Dieweil aber . . . der Biblisch Text von Oerichtliehen Sentent- 
zen und Urtheiln Salomonis sehr kurtz und mehr nit weder dasz 
erst Urtheil thut vermelden/ so hab ich guter meinung noch acht 
Urtheil/ die fast desz schlags/ wie das erst Urtheil Salomonis adiert 
und hinzu gethon in erwegung disz alles Historischer/ und Come- 
discher weise/ dem Biblischen text nichts dadurch soil noch mog 
entzogen werden " (Urteil Salomonis, Strasb., 1592). The eight new 
judgments have been added to the second part. In the preface Zyrl 
charges that "ein fauler Bosz, mit namen Thomas Schmid, Stein- 
metz zu Heidelberg," appropriated Zyrl's Joseph, rededicated the 
reprint and had the play performed "auff der Furstlichen Schwe- 
dischen Heimfiihrung zu Heidelberg." 

56 Almansor, 1582. Drey newe . . . Oomoedien. 
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references still cluttered the margins of printed plays, 57 
and because in the Bible the story of Joseph is interrupted 
by a chapter on the rape of Thamar, iEgidius Hunnius, 
in his Joseph, saw no way but to have this matter brought 
up and discussed in a dialogue between Jacob and Leah ! S8 

V. The Passion-Play 

There was, however, one theme in the Bible which the 
sixteenth century consistently tried to avoid, namely the 
Passion proper, the theme on which most of the medieval 
plays had centered, on which contemplation of the devout 
had most lingeringly dwelt. The attitude of the sixteenth 
century is easily explained, but the explanation to be com- 
plete should be twofold: partly dramaturgic, partly 
religious. 

The problem, from a dramaturgic point of view, was 
one of character and concerned the dramatic possibilities 
of the person of Christ, considered as a protagonist. The 
Belgian humanist Jodocus Badius, doubtless familiar with 
the religious drama of Flanders, perceived unique advan- 
tages in the part of Christ, the son of a human mother and 
a heavenly father, 59 and early attempts at tragedy, such 
as Quintianus Stoa's popular Theandrothanatos,™ Barp- 
tolomaeus's Xtus XUonicus? 1 or the earlier effort of 
Bernardino Campagna, 62 appear to have been written at 
a time when no opposition against using the life of Christ 

"E.g., Frankfurt a. 0. reprint of Strieker's Diidesahe Sehlomer, 
1591. 

a First part, iv, vi, 1586. 

*' " Unus verus est heros . . . Jesus cui pater celestis mater vero 
mortalis est" [Prenotamenta to his edition of Terence, 1502). 

"Mediolani, 1508. 

"Paris, 1529. 

" De pa&sione redemptoris Christi, between 1471 and 1484. 
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for dramatic purposes had jet manifested itself. But 
when Aristotle's views on the drama began to he known, 
the critical theory of hamartia, according to which a guilt- 
less and perfect hero would fail to arouse pity and fear 
and only induce a sense of revolt, was brought to bear on 
the question. To be sure, Minturno tried his best to refute 
this opinion 63 in a passage to which Corneille later ap- 
pealed in defence of his Polyeucie?* but as far as practice 
would show, the effort was vain. There were also, how- 
ever, and chiefly, religious objections. The Protestant 
sixteenth century was a reaction against the Middle Ages. 
It told horrible tales of the bigoted Passion-plays of those 
benighted centuries, 65 and only very few of its dramatists 
referred with anything but denunciation to the palmy days 
of the Catholic church-drama. 

Luther declared in 1530 that he would willingly see the 
doings of Christ presented in Latin or German school- 
plays. 66 But in the much-read Sermon on the contempla- 
tion of the holy sufferings of Christ, many years before, he 
had emphatically warned against certain abuses in this 
connection. Not that he was on principle opposed to 

M 'Mors . . . ilia salutaris, quam Christus ut vitam mortalibus 
restitueret, non invitus ao libenter sane oppetivit, non esset profecto 
tragice deploranda, si minus in theatrum afferri deberent quae viro 
probo accidissent, ac ferenda indigna potius quam miseranda es&e 
viderentur. Quum enim ille sit Deus, est etiam homo, quern quid 
probum, quid justum, quid summa virtu te praeditum dieam" [De 
Poeta, Venet., 1559, 1. in, pp. 182 f.). 

"Examen de Polyeucte, 1664. 

68 Which Melanchthon, for one, was fond of repeating. Cf. Creize- 
nach, I. a., vol. in, p. 401, n. 2. 

66 " Et ego non illibenter viderem gesta Christi in scholia puerorum 
ludis sue comoediis latine et germanice rite ac pure compositis 
repraesentari propter rei memoriam et affectum iunioribus augen- 
dum" (Sammtliche Schriften, vol. xrv, pp. 82, 89); also ap. 
Goedeke, Qrundriss, vol. n, p. 356. 
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meditation on the life of Christ. 67 What he opposed with 
trenchant criticism was the unreality and exteriorisation 
of this devotional practice. If the spectator failed to 
identify himself with the Lord, suffering his anxieties 
and tortures, assuming his humility, forgiveness, and for- 
titude, the contemplation of the Passion was of no real 
benefit, hut only a passing show, a mere exterior work 
without power either to chasten or to fortify. 68 Medieval 
contemplation, abstract and detached from life, often 
morbid and sentimental, he strongly deprecated. Christ 
was not to be pitied and wept over like an innocent man, 69 
but his suffering should cause men to weep over them- 
selves. 70 

Such a view, carried on such authority, spread all the 
more easily, since Melanchthon concurred in it, and since 
it was shared in a measure by the much-read Juan Luiz 
Vives, a pupil and friend of Erasmus. Indeed, this 
Spanish humanist (1492-1540), a student of the TTniver- 

61 " Meditatio passionis eius [i. e., Christi] laudatissimum est " 
(Duo sermones de passione Christi, 1518; Werke [Kritische Gesamt- 
ausgabe], vol. i, p. 342. 

M "Wir haben das weazen yn eynen scheyn vorwandelt und das 
leyden Christi bedencken alleyn auff die brief! und an die wend 
gemalet" (Ein Sermon von der Betrachtung des heiligen Leidens 
Christi; Werke [Kritische Gesamtausgabe] , vol. n, p. 142). 

**"Zeum [sic] dritten haben sie eyn mit leyden mit Christo, yhn 
zu clagen und zu beweynen alsz eynen unschuldigen menschen, gleych 
wie die weyber, die Christo von Jerusalem nach folgeten, und von 
yhm gestraflt wurden, sie solten sich selb beweynen und yhre kinder. 
Der art seynd, die mitten yn der passion weyt ausz reyszen und von 
dem abschied Christi zu Bethanien und von der Junckfrawen Marien 
schmertzen viel eyntragen und kummen auch nit weyter. Da kumpt 
es, das man die passion szo vill stund vorzeugt, weysz gott, ab [sic] 
es mehr zum schlaffen ader sum waehen erdacht ist " (Ein Sermon, 
etc., I. c, p. 136). 

""'Homini non est necessarium, ut Christum in ipsius passionem 
deploret, sed magis seipsum in Christo" (Duo sermones, etc.). 
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sity of Paris and a professor at the University of Louvain 
before he tutored an English princess and lectured at 
Oxford, has given us one of the most graphic descriptions, 
unique it would seem, of the performance of a sixteenth- 
century Passion-play. In the elaborate commentary on 
Augustine's City of God which he prepared at the instance 
of Erasmus and dedicated to Henry VIII, Vives, a propos 
of Augustine's remarks on the honor due to martyrs, in- 
dulges in a spirited word-picture of a Passion-performance 
such as it probably had been his privilege to watch, most 
likely in the Low Countries. 71 

But now, euen at the celebration of Christs passion and our 
redemption it is a custome to present plaies almost as vile as the 
old stage-games : should I be silent the very absurdity of such shewes 
in so reuerend a matter, would condemne it sufficiently. There 
Iudas plaieth the most ridiculous Mimike, euen then when he foetraies 
Christ. There the Apostles run away, and the soldiers follow, and 
all resounds with laughter. Then comes Peter, and euttes off Malohtis 
eare, and then all rings with applause, as if Christs betraying were 
now reuenged. And by and by this great fighter comes and for feare 
of a girle, denies his Maister, all the people laughing at her question, 
and hissing at his deniall: and in all these reuells and ridiculous 
stirres Christ onely is serious and seuere: but seeking to mooue 
passion and sorrow in the audience, hee is so farre from that, that 
hee is cold euen in the diuinest matters: to the great guilt, shame 
and sinne both of the priests that present this and the people that 
behold it." 

It was hard then to maintain an atmosphere of rever- 
ence around the person representing Christ; and the 
actors' own attempt at restraint would only result in 
frigidity. Perhaps Vives's reproach with regard to the 
actor's " coldness " is not quite fair, first because it was 

" As it says in margine : " The Louanists want this. 

n St. /Augvstine,/ of the oitie of god:/ with the learned comments 
of/Io. Lod. Vives./ EngUshed oy J. H. S.(ealey)/ . . . 1610. L vm 
Cap. 27 (p. 337). ' 
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an ordinary man's only recourse in a difficult situation, 
and further, because such an attitude, in contrast to the 
convincing but less dignified mimicry of the professional, 
was actually recommended by the Church and often by 
the School. 73 

The advice on the acting of Biblical plays given by 
Martin Butzer, the German Reformer known for his 
opposition to the Augsburg Interim of 1548, and in 1549 
regius professor of divinity at Cambridge, is expressive 
of the standpoint of both Church and School : the human, 
individual element, he holds, should be obliterated and 
" not so much the things themselves, and the actions of 
men, their emotions and anxieties " should be represented, 
but rather their moral proclivities and their intellects. 
And these should be so represented as to cause them to be 
imitated. Here again Luther's warning not to confuse 
emotional pleasure and devotional effort is distinctly 
perceived. 74 

73 For the school cf. Creizenach, I. c, vol. n, p. 93, and the Berich- 
tigungen; Expeditus Schmidt, Die Biihnenverhaltnisse des deutschen 
Schuldramas, etc., Berlin, 1903, pp. 35 f., and the author's Vher den 
Zweek des Schuldramas in Deutschland im 16. und 17. Jahrhundert, 
in the Journal of English and Germanic Philology, Jan., 1918. 

14 "Hi (i.e., the authors of sacred dramas) quoque curabunt ne 
quid leue aut histrionicum in agendo admittatur: sed omnia ex- 
hibeantur sanota quadam, & gravi, iucunda tamen, Sanctis, duntaxat, 
actione: qua repraesententur non tarn res ipsae, & actione homi- 
num, affectus et perturbationes, quam mores et ingenia: ac ita 
repraesententur, ut excitetur in spectatoribus studiosa imitatio: 
eorum autem quae secus sunt instituta & facta, conflrmetur detes- 
tatio, & excitetur declinatio vigilantior " (Martinus Bucerus, Be 
honestis ludis, in his Be Regno Ohristi, Scripta anglicana, collecta 
a. c. Huberto, Cap. liv [pp. 1-170] p. 141, Basil., 1577, fol. [first ed. 
1557 ?] ) . Butzer died in 1551. The passage is reproduced in App. A. 
of H. S. Symmes, Les BSbuts de la Critique dramatique en Angle- 
terre, Paris, 1903. 
10 
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There was also another difficulty. To some of the finer 
minds, even the idea (and how much more the actual 
presentation) of the death on the cross, meant suffering 
almost too keen to be borne. " You object to Terence ? " 
queries Betulius. " You would rather approve of Christ, 
triumphant, to reign forever on the cross ? " Yes, a pious 
drama this would be, he exclaims, but presently the sar- 
castic smile fades from his lips and hot indignation breaks 
forth: That people should want actually to see repeated 
" a crime, whose cruelty the plays of Sophocles have not 
outdone, the inhumanity of which beggars the memory of 
all antiquity ! " 75 

The Middle Ages, free as in their naive conceptions they 
made with even the most sacred subjects, had no feeling 
of hesitant awe with regard to the actual representation 
of the person of Christ. Jesus walked and suffered on 
the stage, and when the " processio " required that he 
should appear simultaneously at divers stages of his life, 
as many as five different people would represent him, 76 
and no exception would be taken. To be sure, the part 
might be taken with all reverence of mood and gesture, as 
now-a-days Anton Lang, the impersonator of Christ in the 
Oberammergau Passion-play, shows his appreciation of 
the honour bestowed on him by a sort of consecration of 
bis daily life. But the sixteenth-century dramatist 
Hieronymus Linck of Grlatz in his Salomo-jil&y would 

"Magis Christum probaueris 
Qui victor ex ligno regnabit perpetim? 

!Pium quidem drama est 

. . . quid nil crudelius 

Sophocles dedit neque ullum tota antiquitas 

Immanius memorat scelus. . . . 

Susanna, 1537. 

"As recorded in the diary of Job Eorbach; cf. Froning, Das Drama 
dee Mittelalters, pp. 542 f. 
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order that, in the " proces " the actor representing God 
should not appear. 77 The part of the Lord, indeed, might 
be taken only with great reluctance. Petrus Mosellanus's 
very popular Paedologia, recommended by Luther and 
Melanchthon, and mostly read and paraphrased in the 
next to the lowest class in the schools, reveals the domi- 
nant feeling, at that time, concerning the acting of the 
part of Christ. In one of the little dialogues that 
make up the Paedologia, Leopoldus, asked by Severus 
about the next day's traditional Passion-play, admits that 
all persons will be represented. This elicits from Severus 
the remark that in such a play he would take the part of 
the hard-hearted soldier or the executioner rather than 
that of Christ himself ; for, even 'though, he says, " as I 
may suppose, a fictitious happening is represented, yet it 
cannot fail that he, who takes the part of Christ, has great 
troubles thrust upon him." 78 Since between 1518 and 
1706, seventy-six editions of this textbook of Latin con- 

" Cf. Creizenach, I. c, vol. m, p. 443, n. 1. 
** Severus. Bed die, oro: quid tandem est, quod iactas? 
Leopoldus. Tragoediam eorum cruciatum, quos pro nobis tulit 
servator Christus, histriones agent; sunt enim 
ad hoc delecti aliquot. 
Sev. Quaeso te: omnibus etiam adhibitis personis? 
Leop. Omnibus omnino. 

Sev. Ipse in bac fabula mallem durissimi militis aut carniflcis 
personam gerere quam ipsius Christi; nam 
tametsi, ut conicere (sic) possum, res note 
repraesentabitur, sic tamen abire non potest, 
quin is, qui Christum refert, multas interim 
molestias in se recipere cogatur. 
Leop. Et ipse in hac fabula spectator esse malo quam actor, 
utcumque res interim agatur seria. 
Petrus Mosellanus (Schade). Paedologia in puerorum usu conscripta, 
1518. Dialogus xxxii: De spectaculis comoediarum tragoediarumque 
fabulantur. H. Michel's edition (Lateinische Literaturdenkmaler, 
Nr. 18). 
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versation had been used up mainly by the school-youth of 
Germany 79 the words of Severus cannot have failed to 
influence the mental attitude of several generations. 

A knowledge of this will make it easier to understand 
the difficulties with which Greff had to contend, when he 
set his heart on the writing of a Passion-play. At bottom 
Greff was in sympathy with the dramatic tendencies of 
the Middle Ages. He is one of the very few who had a 
kind word for the plays of " our dear ancestors," who 
"meant well, of yore, with the Passion-play, wishing to 
arouse us to devotion and piety." 80 He was evidently 
anxious to try his hand at a Passion-play. First, on the 
basis of the much-read Passional of Johannes Bugen- 
hagen, he composed a religious poem on The Passion and 
Resurrection of Christ 81 and in the preface announced 
his intention of putting on the stage " the Passion together 
with several miracles and the life of Christ." 

He must have known, of course, that in this he would 
be opposed, and he turned for advice to Nicolaus Hauss- 
mann, in October, 1538. Naturally the theologian dis- 
couraged the plan, declaring that " this holy story required 
great seriousness " ; and Luther also thought that nothing 
but a " lecherey " could come of it, and both Luther and 
Haussmann again pointed to the acts of violence which in 
many places had accompanied the performances of Pas- 
sion-plays. Therefore, to all appearances, Greff himself 
gave it up ; " considering," he said, " that the Kesurrec- 
tion or the events after the Resurrection would be easier to 

"iSix more appeared without date. Cf. Michel's introduction, 
p. xli. 

80 " Unser lieben vorfahren habens gut gemeinet vorzeiten/ mit 
dem spiel der Passion/ wolten uns zu andacht und fromigkeit 
reitzen " (Anlularia, tr. 1535). 

a Leiden und Aufferstehung . . . Christi, Wittenberg, 1538. 
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represent than the Passion which precedes them, because 
the Jews, by their jeers at the person of Christ aroused 
the people's laughter more than they moved them to devo- 
tion." 82 To be sure, against the presentation of Christ's 
triumph over death, the Reformers had no objection. 83 
Yet it was rather a lame explanation. One gets distinctly 
the impression that Greff gave up his plan reluctantly. 
In his Easter-play, in fact, he attempted to realize as much 
of it as possible and this Easter-play is really nothing but 
an abridged Passion-play. Greff must have been well aware 
of this. Therefore when a pastor in Dessau, in 1543, 
called the songs and hymns of Palm-Sunday " Narrenwerk 
und Lotterreime," and other Dessau pastors, heartened by 
his example maybe, began to harass Greff " ob Actionem 
quandam Germanicam historise Resurreetionis domini- 
cse," 84 the playwright put before a number of theologians 
the harmless question : " Whether it be permitted to bring 
before a Christian people in the form of comedies for pur- 
poses of representation in any place, holy or profane, 
sacred histories poetically conceived." 85 Luther wrote 

". . . " in Betrachtung/ das die Aufferstehung odder die gesehicht 
nach der Aufferstehung/ besser zu Agiren wehren/ dan die vorge- 
hende Paszion/ Ursach/ das die Juden/ mit der Spotterey so sie die 
person Christi angelegt/ das volck mehr zum lachen gereitzt dann 
zu andacht bewegt" {Easter-play, 1541-42). Luther, however, re- 
marked : " Zum ersten bedencken ettlich das leyden Christi alszo, 
das sie uber die Juden tzsornig <werden werden. . . ." {Werke 
[Kritische Gesamtausgabe], vol. n, p. 136. Our italics). 

M Cf. Luther, Werke, Erlangen, vol. xx, p. 166: "Und gefallet mir 
wohl," lie said, referring to the traditional Easter-plays, " dasz mans 
also den Einfaltigen vormalet, spielet, singet oder sagt " ( 1533 ) . 

84 As Paul Eber expressed it. See note 86. 

** " Quaerit Joachimus, an sacras historias carmine redditas, tan- 
quam Comoedias Christiano populo quovis in loco sacro vel profano 
audiendas et spectandas liceret proponere" (Hier. Noppus's Letter). 
See following note. 
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two letters in reply, rather vague in their wording, answer- 
ing affirmatively, provided no scandal were caused. And 
so did Melanchthon, and the Zwickau schoolmaster 
Hieronymus Eoppus and Paul Eber, all insisting, how- 
ever, on reverence in the treatment of the subjects. 88 
Luther's answer had been cautious, and the approval of 
the others could not possibly be construed as encourage- 
ment to write a Passion-play. Yet Greff gained some- 
thing by this: the impression was abroad that influential 
men were backing him and thereby, at any rate, GrefFs 
bitter opponents, Star and Busch and their like, were at 
least temporarily silenced. But the Passion-play was 
never written. 

The greatest practical objection to the Passion-play was 
the necessity of impersonating the Lord in those awe- 
inspiring hours. If ISTaogeorg, in spite of the existing 
prejudice, brought Christ upon the stage, he could have 
claimed at least that he had not infringed Luther's warn- 
ing and that his conception of Christ in Iudas Iscariotes 
(1552) has no touch of the morbid or the sentimental. 87 

There was no hesitation, apparently, in introducing God 
the Father on the stage. He speaks in Grimald's Christus 
Bedivivus (prod. 1556) and Hans Sachs make him quiz 
the good and naughty children of our first parents on their 
knowledge of Luther's catechism. 88 But in John-the- 
Baptist dramas the baptism of Christ is practically never 
represented. Sebastian Wild 89 hides the Crucifixion be- 

M The answers were all addressed to Georg Helt. For Luther's see 
De Wette, Luther's Brief e, vol. v, pp. 552 ff. ; Melanchthon's Corpus 
Reformatorum, vol. v, p. 86; those of Noppus and Paulus Eber, G. 
Buchwald, Theologische Studien und Kritiken, 1886, pp. 563 ff. 

81 Cf. Creizenach, I. c, vol. n, p. 136. 

a Comodie von den ungleichen Kindern Evae, 1553, in two different 
forms, as " comodie " and as " spiel." 

"Die Passion und die Aufferstehung Christi, 1566. 
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hind the scenes. In Bartholomseus Crtiger's Ahtion von 
dem Anfang und Ende der Welt (1580) the Passion is 
made to fall in the interval between the second and the 
third act and is not actually presented. Even the child 
Jesus in the crib is not shown, although at the end of the 
second act Christ is baptised in the waters of a stage 
Jordan. Again, Nicodemus Frischlin lets Christ appear 
in the last act of his Phasma, (1592) ; on the other hand, 
Voidius makes express provision for the case in which the 
stage-manager of his Joseph should wish to have God the 
Father and Christ carry on a conversation, " laut und 
gravitetisch," behind a curtain without bringing them into 
public view. 90 

Such provisions are, however, to be considered more as 
ttie expressions of a mental attitude fostered by Protest- 
antism than as observances of a definite rule. In excep- 
tional cases only does a dramatist seem to have been con- 
scious of a specific prescription on the subject. Thus 
Martinus Hayneccius declares that except as so-called 
protaticae personae (i. e., characters who appear only once 
and do not properly take part in the action), 91 divine or 
heavenly persons must not be introduced into comedies. 92 

The reluctance to impersonate Christ was not entirely 
restricted to Protestants. Macropedius gives evidence of 

* 1619, Act r?, i. Cf. Bolte, Wickram's Werke, vol. vi, p. xc. 

91 Of. Aelius Donatus's commentary to Terence's Andria, ed. Wess- 
ner, Act I, viii, where Sosia is described as ttpoto.tik6v Trp6a-caTov- 
" persona autem protatica ea intelligitur, quae semel inducta in 
principio fabulae in nullis deinceps fabulae partibus adhibetur." 
Hayneccius probably had it from Scaliger, Poetice, 1561, p. 22, col. 1. 

a " Dann sonst wird verbotten/ eine CrSttliche oder Himliche 
Person einzufiihren/ in Comoedien " (Almansor, in Drey newe, schbne 
und Lustige Comoedien, 1582). In the Almansor of 1603 {Sckulteuf- 
fel) he adds "von rechts wegen" (verbotten) and "in jrdischen " 
(Comoedien). 
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it, 93 but in his mind the restriction seemed to apply only 
to Christ as a grown man, for later he put Jesus in the 
Temple on the stage. 94 And Greff had shown him restoring 
the blind man to sight and bidding Zacheus, the publi- 
can, come down from the sycamore tree. 96 Yet Jacob 
Schopper of Dortmund, taking exception to the part played 
by Christ (" nimis expresse et evidenter ") in Jacob 
Zovitius's Ovis perdita (1539), published an amended 
version under the same title (1553). Apparently no re- 
striction was applied by Macropedius to plays merely 
intended for reading, 98 a view on tbe basis of which Hugo 
Grotius later tried to justify his Christus Patiens (1608). 

At the end of the sixteenth century the great period of 
the Protestant Bible-drama came to an end. By an order 
of February 27, 1589, the Protestant Elector Joachim 
Friedrich prohibited all public religious performances in 
his domains, and on the 30th of May following, the Berlin 
clergy unanimously approved of this in a resolution, which 
shows, however, how tenaciously the Passion-play had 
survived in the hard Protestant soil. 97 

"Lazarus, 1541. Cf. Creizenach, 1. c, vol. h, p. 132, who saw the 
edition of 1557. 

"Jesus Scholasticus, 1556. 

"Sine schiine newe Action auff das xviij. una" xix Capitel . . . 
Luoae, 1546. 

M " Illos tamen non arguit qui ea scriptitant, si quo legantur, non 
agantur scriptitant." Fuller information on plays of this character 
is given in the author's Drama und Epos in der deutschen Renais- 
sance, Journal of English and Germanic Philology, vol. xv, pp. 10 ff. 

"It declares "das mit der Darstellung der Angst und Schmerzen 
Christi in dem Hauslein am Dom am Pahnsonntag billig nachzulas- 
sen sei, indem die geistliche Betrachtung des Leidens Christi dadurch 
verhindert und gleichsam in ein Komodienspiel verwandelt werde; 
dasz die vermeinte Sepultur am Karfreitag abzusehaffen, das Fuss- 
waschen spirituaUter und nicht wie ein Spiel zu halten, das Laufen 
der Jtinger am heil. Ostertage einzustellen sei. . . ." Ap. Holstein, 
I. c., p. 131. 
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VI. Conclusion 

The history of the biblical material in the sixteenth 
century presents a curious problem of literary survival. 
Essentially the biblical drama is medieval and Catholic: 
it found its contents in the Catholic faith and its form 
in the Middle Ages. 

The Catholic Passion-play underwent little change 
under modern conditions, even when it began to migrate 
from the towns into the country. In the Protestant world, 
however, survival into the sixteenth century meant adapta- 
tion to changed standards of religion. As a result, the 
attitude of the public, both inwardly and outwardly, was 
sharply criticized, and difficulties, \msuspected by the 
spacious Middle Ages, in connection with the impersona- 
tion of Christ, were discovered by the Protestant conscience 
and variously avoided or conquered. 

To both the Catholic and the Protestant world applied 
the new laws of form, embodied in the classical conception 
of the drama by the Renaissance. Under their pressure 
the Protestants, with strikingly little theorizing as to form 
or technique, evolved the proselytizing drama, sacrum, a 
combined product of the church and the school. 

As with the beginning of the seventeenth century this 
species was disappearing (the Catholic Bible-drama, in 
various guises, meanwhile eking out a feeble existence), 
the tradition was caught up by the musical and operatic 
movement. Detached more and more from the stage, it 
finally reached the realm of the oratorio (Bach's Mat- 
thaeus-passion, 1729), where apart from scattered Catholic 
survivals, such as the play at Obeiammergau, it still 
unobtrusively lives. 

Joseph E. Gtllet. 



